This article explores "migration" as both theme and operation in two works by the South African artist Penny Siopis, each created in the year 1997: the artist's first film, My Lovely Day, and a related object installation entitled Reconnaissance .
recurrence of the artist's key concerns. In the present article, however, I engage with works of different mediums that were created in a short but significant span of time. Relevant social and art historical context will shed light on the developments and changes that took place in her work specifically during the post-Apartheid years.
I begin with a brief introduction to Siopis' early work through the mid-1990s, after which I examine some of the debates and events that characterized South African art and political culture in the late nineties. This will set the stage for a closer examination of My Lovely Day and Reconnaissance , which I hope will enable a fuller understanding of what these works can tell us about the transitions that they mark: in Siopis' oeuvre, in South African contemporary art more broadly, and in this moment of nation-building for the country at large.
I. Transitions and Debates in Politics and Art
Siopis did not forge her career as a moving-image artist. In the 1970s and 1980s, she worked primarily in the mediums of painting, drawing, and pastel, and her art was characterized by a figurative style that made heavy use of iconography and allegory.
Inspired by her early studies in feminist and psychoanalytic theory, her Cake Paintings of the early and mid-1980s treated paint as flesh, invoking the consumption of the female body through a series of lusciously suggestive renderings of cakes and pastries (Fig. 4 ).
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The artist later merged her interest in feminism with the more pressing subjects of Apartheid and colonialism that were now at the fore of South African art; she linked these topics by exposing the patriarchal ideology that underlies both the oppression of women and that of Third World subjects. One of her first major works, Dora and the Other Woman (1988) (Fig. 5) , for instance, brought together the stories of two oft-cited historical cases:
the Xhosian Saartjie Baartman, commonly referred to as the "Hottentot Venus," who was placed on exhibition in London and Paris at the turn of the nineteenth century, and Ida Bauer, Sigmund Freud's young patient known as "Dora," whose story attests to the pathologizing of female sexuality at the turn of the twentieth century. The central figure is an altered self-portrait; 15 In hindsight, it seems that a rare degree of honesty, criticality and sheer willingness to engage is found throughout this conversation, which is indicative of an uncommon commitment to political expression, especially when it entails laying bare the uncomfortable contradictions and grievances of a fragmented national community. 27 In her own contribution to the anthology, Siopis warns her readers: "I do not believe art to be the domain of 'correctness', of non-violence, of polite relations, as is sometimes implied.… [Its] potency perhaps lies more fully in the place it offers for explorations of things which are emphatically tentative, painful, fragile, violent, even angry. Art is not a sanitised, entirely civil activity…."
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She reproduces selections from past writings and notes spanning from the 1970s to the 1990s, and emphasizes the messy entanglement of racial and sexual politics in South Africa's history. Her text subtly betrays the ambivalence of the white female perspective, wherein her impassioned engagement with feminist theory was also met with the realities of her alignment with the European as 'oppressor.' During a sojourn in England and France as an art student, for instance, she was engrossed in an insurgent rise in feminist scholarship on the history of psychoanalysis and theories of hysteria; yet, her "working through" of this material was inevitably scored through with memories of her upbringing in South Africa. In the case of Saartje Baartman, for example, the sexist methodologies of nineteenth-century European scientists and the dehumanizing reality of colonialism were, perhaps, two sides of the same coin.
Also implicit in Enwezor's critique was a challenge to the assumption that whiteness is synonymous with citizenship and belonging, a belief that he felt appeared exempt from political inflection in South African art and visual culture. It was considered imperative that artists and writers challenge the "narratives of the past" that normalized South Africa's European presence. Such a shift is discernible in Siopis' work and in that of her peers during and beyond the late nineties, but it should be acknowledged that this dialogue had already begun to open; thus, this transition is not solely responsive to his critique, but rather is indicative of a growing collective awareness. Siopis had already started using family photographs in works such as Tula Tula (1993-4), which focused on the complex and traumatic relationships between black domestic workers and the white children whom they looked after (in the piece, her own brother is pictured as an infant in his nanny's arms).
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Also in 1997, artist Brett Murray exhibited a photo-installation entitled Guilt and Innocence 1960 -1990 (1997 Town, and Randburg, the Truth and Reconciliation Commission was raising questions about complicity and culpability, witnessing and remembering, and this context must also be revisited in considering artistic practice after Apartheid.
The TRC began in 1996 and lasted for approximately three years. 33 It existed as a public forum through which human rights violations committed between 1960 and 1994 were investigated. The testimonies of both victims and perpetrators were broadcast daily, and in some cases, individuals who had committed politically-motivated acts of violence applied for amnesty. Importantly, the TRC's purpose was not entirely judicial; it also comprised a Reparation and Rehabilitation committee that sought to restore dignity to victims and to encourage collective healing. As the chairman, Archbishop Desmond Tutu, famously envisioned, the institution hoped to "unearth the truth about our dark past, to lay the ghosts of that past so that they will not return to haunt us."
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Tutu formulated a rubric naming four distinct types of "truth" that would be honored during the commission's hearings: 1) factual or forensic; 2) personal or narrative; 3) social or dialogic; and 4) healing or restorative. 35 By suggesting that the concept of truth might be adaptable, the TRC acknowledged that more is needed for healing to take place than the exposure of hard evidence, and that contradictory views of history needed to be aired before closure may be reached. The TRC's emphasis on the importance of personal memoryhowever incomplete or fragmented-echoes some of the abovementioned strategies and debates in artistic discourse.
In the following section, I return to Siopis' artworks. I hope to hold in suspension the metaphor of Tutu's call to "unearth" the past as I discuss the contents of My Lovely Day and and shift to an analysis that concerns the affect and agency of found images and objects, as well as their resonance within the post-Apartheid contexts outlined above.
Reconnaissance

II. Materiality and Time in Two Works by Penny Siopis
My Lovely Day is assembled from clips of home movies that had been shot by the artist's mother, Anna, in the 1950s and 1960s. Siopis writes its subtitled script from the perspective of her grandmother Dorothy who, in the 1920s, fled with her husband and children from the violent Greco-Turkish conflicts that followed the First World War and accompanied the 
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Metro Theatre, Umtata, South Africa, c. 1930 . Archival photograph (photo: courtesy Penny Siopis and Stevenson Gallery, Cape Town).
Included as well among the things that Siopis brought home after her visit to Australia were some old canisters of 8mm film, contents unknown, which were displayed as found objects in Reconnaissance (Fig. 13) . Siopis eventually had these converted to video, and after the gallery exhibition had closed she watched the old footage of her childhood for the first time in several decades. This film eventually became the material for My Lovely Day. It is here that we find a literal example of migratory images, as well as a chance to explore an analogy to "archaeological context" as introduced at the start of this article. Beginning as celluloid strips kept in dusty cases (thus, as object) the film would have experienced its first migration when projected through light to be accessed as moving images, and then again, the film was migrated to video, to be edited, spliced, and resequenced. These images were now dislocated and re-translated in a new time, through new eyes-the artist's as well as the beholder's-and the transformation of celluloid strips from the 'remains' of the past into a contemporary artwork constitutes a new formulation of its identity.
As Mitchell reminds us, of course, "The true found object never quite forgets where it came from." 60 It is no surprise that My Lovely Day should have been borne from this earlier installation, as both works index two important moments in South Africa's history: the beginning of Apartheid in the 1950s, and an earlier wave of colonial settlement around the 1920s and 1930s. They also addressed a specific, local audience in 1997, at a moment in which discourses on history and memory resonated in ways that may not have been applicable to viewers of Siopis' later films. The debates about race and representation, which were partly sparked by Enwezor's essay, were fresh in the minds of the South African art world. As Ivor Powell suggested in the Biennale's catalogue, "at some point South African artists need to take a deep breath, peg their noses, and dive out into the deep-end of experience, the unknown and unchartered depths of reality in the making." 61 Siopis' work offered a chance to do just this.
Figure 13
Penny Siopis, Reconnaissance In response to the rhetoric of unearthing past narratives, both in artistic and political discourse, the chronological layers that comprise both My Lovely Day and Reconnaissance (1900-1997) shed light on the "multi-temporality" of the present (post-Apartheid) moment.
This notion of "multi-temporality" has been harnessed by Gavin Lucas in reference to the problem of chronology in the field of archaeology to address the issues of how to assign a date to a historical site. It might be similarly adapted to our understanding of artworks that include found objects. 62 Lucas explains how objects contained within an archaeological site may be of different times, and cites Laurent Olivier's poignant description of his house, a twentieth century structure that sits "in the courtyard of an ancient farm." 63 A house may be filled with décor collected from past eras and faraway places, and we may not see these objects as "contemporaries," at least not in origin. But they do all still exist in the present, together. Similarly, the objects contained in Reconnaissance or the flickering scenes and transcribed recollections in My Lovely Day may have originated in different decades, on different continents and in opposing social contexts, but as such, the collection provides a metaphor for the multi-temporality of contemporary South Africa.
To speak of these works as accumulations of intergenerational memories, as "ghosts of the past," or "memorial objects," might encourage us, finally, to also reconsider the image of following a period of upheaval, migration, and political trauma; this led him to become skeptical of historical progress and to be drawn, instead, to fragments, constellations, and networks of association. Siopis' rich allusion to and application of his work in the postApartheid context testify to the lasting relevance of his eclectic project in an increasingly unstable political landscape. Her output in the late nineties thus adheres to the archaeological metaphor of "unearthing" the past, faces inward in response to debates on subjectivity, and reflects the question of migration from a nuanced, critical perspective.
In line with the topic of "trade routes," the final sequences of footage in My Lovely Day allude to transportation, but we somehow keep missing the chance to depart. Perhaps we are forced to inhabit the present, itself swollen with layers of time. Boats are anchored at port; a man walks along railroad tracks as a train barrels past him; a small girl watches another train rush by. We, behind the camera, stand firmly in our place. The voice of Siopis' mother singing, which opened the film, gently rocks us back into waking life. The song is one Routledge, 1999).
